From Anthropophagy to Allegory and back: A Study of Classical Myth and the Brazilian Novel through J. G. Noll's Hotel Atlantico, and Jorge Amado's The War of the Saints and The Discovery of America by the Turks
Let it be remembered that events narrated in this chronicle -full of veracity, albeit lacking in brilliance -took place during the worst years of the military dictatorship and the most rigid censorship of the press. There was a hidden reality, a secret country that didn't get into the news. The newsrooms of newspapers and radio and television stations found themselves restricted to covering generally unexpected events. Their editorial pages were reduced to unconditional praise for the system of government and those who governed.
Jorge Amado, The War of the Saints, 104 (1993).
In the epigraph above, the narrator The War of the Saints, written by Jorge Leal Amado de Faria (Jorge Amado) in 1993, sets his narrative -'lacking in brilliance' but filled (ostensibly) with the stuff of social and cultural narrative -against a backdrop of the 'hidden reality,' the 'secret country that didn't even get into the news'. In the passage that follows the epigraph, the narrator goes on to elaborate on what took the place of political coverage, namely 'a total prohibition of any reportage that carried the slightest allusion to 3 country' where 'strikes, demonstrations, picketing, protests, mass movements, and guerrilla attacks' occur than would other books and articles published during the period, texts that the narrator implicitly criticizes. The story in The War of the Saints of the cultural clash between the folk cultures "on the ground", as it were, and the catholic, national narrative of ordo e progresso -'order and progress', Brazil's slogan emblazoned in the globe on the country's flag -holds a key to the hidden, secret truth. The 'war' between local and national culture, or between culture and politics, itself occurs in the aftermath of the military regime, although Amado -somewhat uniquely -succeeded in advancing culture over politics even before 1989. Even before the military dictatorship in 1964 these feature include a narrative focus essentially apolitical because Brazilian authoritarian rule is not confined to the dictatorship but comes as early as the birth of the Republic in 1890. 5 One difference after 4 1964 was that military tactics became professionalized, quotidian rather than an exceptional or temporary responses during crisis. Especially under the regime, successful
Brazilian fiction as a whole -which is to say readable and not subject to censorshipdoes not directly take on political themes. In part because of this, classical myth is one of the primary mode of expression in the Brazilian novel before 1989, as an allegorical cover for real events.
The second feature of Brazilian fiction after 1989, along with the continued apolitical nature of successful books, is the retreat of classical myth from monumental to multivalent status. Butler shows the ways that this discourse helped to shape Brazilian culture for former slaves. The discourse was present before the dictatorship and would remain after it. As Butler puts it, 'the poorer states and the military were not the only groups dissatisfied with the Republic. There was little opportunity for meaningful political involvement by the middle and lower classes, the illiterate, women, workers -in general, people without economic power' (31-2). Various forms of repression emerged. 7 The regime repressed labor movements (Smallman 2000) . The repression of cultural, political, and ideological difference can be felt in Butler's poignant assertion that during the early Republic, 'the mere fact of being Afro-Brazilian was, by extension,
antipatriotic ' (Butler 1998: 33) . Ethnicity was accepted because it made Brazil unique, but only to the extent that the regime could tolerate it. 8 The African retentions that by the early twenty first century would draw tourists from all over the world to Brazil were heavily repressed in the period leading into the military dictatorship and during its height.
Names that would come to be known worldwide as Brazilian cultural icons -Gilberto
Gil, Caetano Veloso, Chico Burarque -would be inimical to the regime. As the narrator puts it in The War of the Saints, 'they were the top names in tropicalismo, a musical movement to which seditious movements had been attributed by the dictatorship, neighborhoods to point up a stayed narrative of the "noble savage". 9 These markers of identity were certainly prevalent before the rise of the military dictatorship. They are secondary to a national, political and economic identity during the dictatorship, and they reemerge after 1989.
It is worth noting, therefore, the extent to which aspects of the repressive framework of twentieth century Brazilian politics would shift after 1989. The first, to recapitulate, was the lack of opportunity for former slaves, for the lower classes, or even for labor to, ironically, make progress. The regime celebrated the 'integrated theory of natural sciences' (Butler 1998: 34) , which set Europe in Hegelian dialectic against its primitive counterparts: indigenous Americans, Africans, and other non-European groups.
In contrast to this, sublimated phenomena return in the main after 1989. ' (26) . Yet at the same time, his mother gave birth to him, 'an herbaceous creature' (11). At Guedali's birth, the midwife 'understands that I need green stuff, and mixes finely chopped lettuce leaves in with the milk' (11).
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In place of the reality of cultural difference is the cover of myth, on the one hand, and the positivism of science, on the other. Enlightened thinking is ostensibly everywhere a factor in the translation of the Greek myths of centaurs into the modern frame.
Genetics, for example, are a factor in the narrative. Guedali's sister does not show the signs of being a Centaur (that is, a Jew) because of dominant and recessive genes. While
Guedali spends his early years concealing his identity as a Centaur, his sister marries a 'lawyer from Curitiba' (48). 13 Later in the narrative, Guedali's son is born. He shows no 12 There are several references to Judaism throughout, often coupled with the shame of being a centaur. The references culminate in the assertion that 'the Jews killed Christ, the Jews are avaricious' (76). 13 The role of cities in progress is central to the narrative but a topic I cannot cover here. His father decides to leave the countryside, where he has been employed as a farmer, and make his way to the city, Porto signs of being a centaur: 'Nature was unkind to you, but you have struggled and won' (122). In contrast to his sister, Guedali learns early on that difference is not rewarded in the Brazil of the early twentieth century. Cultural difference stands in the way of national, economic progress. The Brazilian nation competes on an international front.
Nevertheless, innovation still seems to come from outside, and Guedali travels to Spain, where surgical advancements enable the removal of visible signs of his difference (93).
Within this framework, remnants of Brazilian cultural lore seem shameful and backwards. The farmer Zeca Fagundes' stories of the women on his ranch having sex with sheep parallels Freyre's stories of the Portuguese and black Africans (69). 14 It is not accidental that during this period Guedali meets his first blacks, a rara avis in a city like Curitiba (58). These are the differences that at the beginning of the twentieth century are said to mark Brazilian identity; under the dictatorship, they are carefully managed.
Given the apolitical nature of the narrative, the political backdrop of those years at times peek out from the background in curious ways. Guedali is able to assimilate, in the end: 'Our appearance is absolutely normal' (1).
Nevertheless, psychological torment is at least in part the reason for Guedali's dalliance with the wife of one of his upwardly mobile friends, one of the young, urban leftists that they befriend (110 and not religion is actually the opiate: the cultural remnants that mollify groups of people, that renders them opposite to the national project.
Brazilian Novels after 1989
Hotel Atlantico (1989). One reviewer of J. G. Noll's Hotel Atlantico, Richard A. PretoRodas, writes of the novel that 'one can hardly imagine a less "Brazilian" work amid such alienation and solitude, where even the climate is generally presented as unbearably dank and gray' (285). Indeed Preto-Rodas rightly juxtaposes perceptions of Brazilian culture -as full of life, joyous, hopeful -with the bleak, aimless environment of Noll's narrative. Notwithstanding the cultural repression of the military regime, Brazilians remained a hopeful and joyous people, and the image that the country projected 17 She also has an affair, and Pirott-Quintero characterizes these affairs as 'bourgeois restlessness' (769).
Pirott-Quintero characterizes the dissenting narrative viewpoints between Tita and Guedali as themselves a centaur (the narrative itself as centaur).
internationally was one of joy, 'alegria.' The message of the regime, moreover, was that of a racial paradise, a place of order and progress. As we have seen, accepted cultural forms closely monitored by the regime give a sense of pluralism, and classical myth provided an acceptable analog for allegory and opposition from the evidence of The Centaur in the Garden and other cultural production from the period.
Even with the antihero as a persistent aspect of the Brazilian novel, Noll's protagonist is especially morbid. The nameless narrator, a washed-up actor from soap operas whom people recognize from television but who has done nothing substantial since his younger years, meets one defeat after another. Even his unexpected trysts are horrifying and end sadly. Lisa Shaw (1998) links this narrative to the absurd reality projected in Brazil's telenovelas, the television soap operas prevalent throughout Latin America. For this antihero, there is little hope outside of the inner buoyance that itself seems tiring.
The narrative opens with the character checking into a hotel where someone has just been murdered, and at the end of the book he is in the hotel after which the novel is named. In between, he is on trains, cars, buses and in a hospital. The prevalence of public spaces in the narrative is ironic, given the apolitical nature of the novel. is clear who it is that one must fight against: the enemy' (22). In contrast to the Catholic, British spy, the protagonist does not know against whom he is fighting. In the scenes leading up to this, he has met an American woman who has come to Brazil in search of pre-Columbian civilizations. She is in fact a woman leaving behind a broken marriage.
Although the protagonist and his new travel companion clearly connect -they hold hands as night falls on the bus after a day of conversation -he discovers that she is numbing the pain of her life with barbiturates (20). The protagonist leaves his WWII narrative to see that a crowd has gathered around the bus, as the woman has overdosed on drugs and is dead. Given that he would have been the last person seen with her, he runs away from the scene because he fears that he will be suspected for her murder.
These mishaps make up the entire novel. In the hotel scene with which the novel opens, the protagonist draws the desk clerk into his room and has sex with her (10) Although there are many strands to the narrative, the main plots involve the repressed Adalgisa and her neice, Manela, whom she tries to raise with similar Catholic rigidity after the girls parents die in an accident; Dom Maximiliano, the expert on the statue, whose already precarious reputation hinges on its return; and a priest who is in love with one of the dancers involved in the staged carnaval, Paulina. Adalgisa believes that her Catholicism precludes the enjoyment of certain aspects of life, whereas the worship of Yansan calls for the incorporation of all fleshly and spiritual experiences.
Adalgisa's unhappy marriage is figured in classical terms as the worship of Hymen (152).
The painful and unpleasant loss of her virginity, parallels the near crucifixion of Dom
Maximiliano because of the disappearance of the statue of Yansan. Vulgate Latin marks his imminent demise: consummatum est, 'it is finished', the words of Christ on the cross, which Maximiliano now applies to himself. The hybridity, syncretism, and miscegenation evident in the tales run counter to at least one character's beliefs, those of Dom Rudolph, who asserts that it was most urgent 'to separate the wheat from the chaff, good from evil, and white from black, to impose limits, to draw boundaries' (67). Rudolph advances a view of cultural purity that would mean the separation of Aphrodite from Yansan, but the narrator is well aware of the overlaps between the two and the reality of cultural syncretism. Yansan is so real and present that the statue in fact comes to life in the mode of magical realism. Morphing from statue to spirit, she inhabits the body of Adalgisa, who has previously been sexually cold. Through Yansan, Adalgisa learns that the all things are good even though she previously scorned candomblé. The mingling of black and white signals that previously held moral distinctions must be abandoned.
Given the parallels between the personal repression of characters in the novel and the repressiveness of the regime under which they lived, it is no wonder that the climax of the novel is figured in military terms, as a battle. At the buildup to battle we learn of an array of forces on the side of cultural hybridity not only with Adalgisa but in all 'six Yansans had appeared at the caruru in the market in the lower city, all of them fatally beautiful' (314). On the side of Catholicism and the moral homogeneity and rectitude that it seems to promote in the novel, the narrator hints at the failure of the Church to address the needs of the poor, politically oppressed, and those who were emblematic of difference Jamil seeks a sexual conquest, that of marrying Adma, the unattractive daughter of a successful storeowner, whom Raduan persuades Jamil would elevate his status and wealth (God, gold, and glory). 19 While Jamil seeks to serve Allah and gain wealth, the devil is at work to undo all good works:
None of the characters gathered at the bar, at the whorehouse on the upper floor of the living quarters could have guessed that all that talking and activity was part of the scheme put together by Shaitan, the Islamic devil (41-2).
The narrator weaves the tale that ends in Jamil's failure but someone else's success.
Classical myth plays little active part in the narrative, although there are passing familiar references throughout. Jamil, for example, knows that Allah watches over him when he 'met and gathered to his bosom the capricious Jove, a wild and lusty half-breed' (27). This woman is the lover of a Colonel, Anuar Maron, who 'had set up a house for Jove'. When Jamil sleeps with the whore who for all intents and purposes belongs to Anuar Maron, the colonel looks the other way, as it were. The analogy of a woman from the red-light district to Jove conveys a characteristic irony of Brazilian literature, the profundity of which requires an astute reader. In another passage, Adma is referred to as What is present is the sovereignty of the narrator, who is godlike in his ability to take all of the material present to weave together a story with whatever outcome he chooses. Since Raduan Murad had told the story of Adma's virginity and her wealth to both Jamil and to a bartender, these men are, comically, in competition for an ugly woman, each unbeknownst to the other. As the narrator puts it, 'the rest fell to God to do, and he did it with magnificence, skill, and speed, as everyone can attest' (75). The bartender accidentally bumps into the girl and beats Jamil to the nuptials. Whenever
Raduan Murad told the story, the 'real and the magical limits of the story of Adma's nuptuals, called his listeners' attention to the well-known circumstance that God is a Brazilian' (84).
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1989 is not an arbitrary date for a shift in the Brazilian novel, but it is also not conclusive. In some ways, Amado had always been a cultural champion before 1989 and had already gained notoriety at the margins of the Brazilian regime by 1964. Many features of his novels -the piecemeal consumption of many narrative influences, the adventure, the piquaresque hero -are present in Noll's 1989 Hotel Atlantico. These aspects were a factor even before 1989. They include the role of the irrational for the people in the novels. For The Centaur in the Garden, culture -being a centaur -more than religion was a counter to the regime. During this period, Amado was able to advance irrational aspects of culture, those seemingly running counter to positivism and progress.
Afro-descendent practices in Brazil are Amado's stock in trade. He did not need the allegories that classical myth provided Scliar. After 1989, at least in the novels surveyed here, the classics retreat entirely to the background, consumed along with other influences.
